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五、20 世纪五六十年代：资本主义设计
的全盛时期和早期批评
尽管工艺美术运动的影响仅限于设计
界，且在社会和经济方面影响甚微，但是
在 19世纪末到 20世纪初的头几十年，工
艺美术运动却从最初仅致力于资本主义工
业设计理念的、微不足道的抗议运动，变
得炙手可热了。[17]工艺美术运动在社会和
经济领域缺少影响力的原因很简单：由于
人们的购买力逐年增加，但利用现有的技
术所进行的小规模手工业生产，无法提供
大量充足的廉价商品和服务，以满足日益
增长的人口对于商品的需求。和小规模的
生产形成鲜明对比的是，大规模的工厂体
制能够满足人们日益增长的需求，因为这
种生产建立在分工和专业化的基础之上，
量的奢侈品。一言以蔽之，资本主义开创
了“高度消费时代”，二战后很短的一段
时间内，美国也首次步入了这样一个时代。
从 20世纪 50年代开始，当时一个国家人
均实际产品长期的年均增长量迄今为止是
世界上最高的，从 20世纪 50年代初期略
高于 1%到 70年代初期超过 3%，不止翻
了一番。（图 12）
这个时代食物供应充足，除此之外，
电话、冰箱、汽车、收音机和电视机一应
俱全，但它们都不只是幸运儿们享有的特
权，它们已经飞入寻常百姓家了。这种迹
象在二战前就已经显示出来了，并在其随
后的几十年中达到了顶点。
那么，工业设计在其中起什么作用
呢？答案极其简单：设计完全符合制造商
而且不得不进行削减成本的技术创新以超
越其竞争对手。
因此，资本主义成为西方世界经济体
制中的主导力量，而工艺美术却仍然在经
济和社会的边缘徘徊，只有少数的精英分
子们对其钟爱有加，他们中间既有政党中
的左翼分子，又有政党中的右翼力量，但
有一点是相同的：他们都有足够的经济能
力来支付这些贵得让人望而却步的工艺美
术产品。
因为在下面几章中，我们将谈及对资
本主义的严厉批判，所以暂时先不考虑人
们批判资本主义的原因。从一个方面来说，
资本主义创造了历史上的“第一次”：在
人类的历史上，第一次出现了这样一个社
会，其中，绝大部分人口都能够买得起大
5. 1950s & 1960s: The Heyday of 
Capitalist Design and its Early Critics
The Arts & Crafts movement, originally a 
marginal protest movement aimed at the 
capitalist industrial design notions, became 
highly influential toward the end of the 19th 
century and into the first decades of the 20th, 
although its influence was restricted to the 
design world – socially and economically, 
Arts & Crafts were hardly noticed.[17] There 
is a simple reason for this lack of influence 
in the social and economical domains: using 
the available technology for small scale, 
artisanal production made it impossible to 
supply a sufficient number of adequate, i.e. 
affordable goods and services to satisfy the 
demand for goods of a rapidly increasing 
population. Moreover, purchasing power 
increased on a yearly basis. In contrast to 
small scale production, a large scale factory 
system based on specialisation and division 
of labour, and forced to embrace cost-cutting 
time, in the United States, shortly after World 
War II. During the 1950s and thereafter, the 
long term average of the yearly increase of 
real product per capita of a country that was 
at that time already by far the richest in the 
world, more than doubled, from slightly more 
than 1 % in the early 1950s up to more than 3 
% in the early ‘70s. (figure 12)
This was the age of abundant food, but on 
top of that, of telephones, refrigerators, cars, 
radio- and TV-sets, not for the happy few, but 
for - almost - anyone, that had showed its first 
signs already before the Second World War, 
and reached its zenith in the first decades 
thereafter.
What was the role of industrial design in 
this? This question has a surprisingly simple 
answer: design was totally subservient to 
the goals of manufacturers and served one 
purpose only: maximizing consumer goods 
expenditures. In the words of Norman Bell 
Geddes (1893 - 1958) (figure 13), one of the 
technological innovations as soon as these 
became available so as to outdo competitors, 
could satisfy the increasing demand.
Thus, capitalism became the dominant 
economic system in the Western world and 
Arts & Crafts remained an economic and 
social fringe phenomenon, cherished by a 
small élite with members both on the left and 
on the right side of the political spectrum who, 
however, had one thing in common: they were 
sufficiently well-to-do to afford the forbiddingly 
expensive Arts & Crafts products.
Regardless of the reasons one might have 
to criticize capitalism – and in the following 
chapters we shall utter some strong criticisms 
of it – in one respect capitalism provided an 
historical first: for the first time in mankind's 
history there was a society in which the large 
majority of the population could afford the 
purchase of luxury goods on a large scale. In 
one word: Capitalism created the Age of High 
Mass Consumption, and it did so, for the first 
（荷）J．W．德鲁克、阿瑟·奥·埃格尔、马乔林·凡·维尔森　　翻译：李 丹
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们的目标且只服务于一个目的，即将消费
者的商品消费最大化。诺曼·贝尔·基
迪斯（1893-1958年）是美国工业设计的
创始人之一（图 13），他曾于二战前第一
次纯美国设计风格的（即所谓的“流线型”
设计，图 14）的摇篮时期说道：“……你
们误解了我信中的观点。也许，只有我把
话说得再简单一些，你们才不会弄错。尽
你们最大的努力赚他们的钱……”这就表
明，贝尔·基迪斯用语言直截了当地概
括了自己作为设计师的职责，即设计师们
必须确保，商品的设计将对大量的消费者
们产生无法抗拒的诱惑。实际上，这就意
味着两种紧密联系在一起的设计理念，一
种是纯艺术的，一种是艺术与技术平分秋
色的。
在战前“流线型设计”的基础上，美
国的设计师们发展起一种形式语言，它完
全是当时家喻户晓的信念的化身，正如“更
大更好”（“Bigger and Better”）这个口号
中所流露的那样，美国产品就应该与众不
同。最明显的一个例子就是汽车，当时汽
车的体积很大并配有毫无功用的双翼，外
形类似于洲际导弹和喷气式飞机，因为它
们代表了当时科技创新的最高水平。这种
设计不实用，因此很快就被淘汰了，这一
点可以用一个事实来证明，那就是如今
最昂贵的美国汽车凯迪拉克 Eldorado（图
15），因为体积太大而无法安全地驾驶它
进出车库，纽约的许多停车场都禁止它们
停放。
当时美国的另一种设计原理，就是所
founding fathers of American industrial design 
who even before World War II had stood at 
the cradle of the first purely American design 
style, the so-called ‘stream line’ (figure 14): 
“…You misunderstand the point of my letter. 
Perhaps, if I state it more briefly, you will 
not. Get as much money out of them, as you 
can…” . This shows that Bell Geddes had 
an eminently direct way with words when 
summarizing his role as designer, implying 
that designers should make sure that the 
design of goods would make them irresistible 
to the mass of consumers. Practically, 
this meant two inextricably linked design 
principles, one of them stylistic and the other 
part stylistic, part technical.
Building on the pre-war 'stream line design', 
American designers developed a form 
language that was the pure embodiment of the 
ubiquitous belief in progress of those days, as 
expressed in the phrase “Bigger and Better”, 
the adage with which American products 
were supposed to distinguish themselves 
from non-American ones. In the case of the 
most evident example - cars – this meant 
that they grew to immense dimensions and 
were provided with functionally totally useless 
wings, referring to what was at that moment 
considered to be the highest form of technical 
innovativeness: intercontinental missiles and 
jet fighters. The way this design feature had 
soon outgrown its own usefulness is illustrated 
by the fact that the most expensive American 
car of those days, the Cadillac Eldorado, 
(figure 15) was banned from many New York 
parking garages since it was too big to be 
safely manoeuvred into and out of the garage. 
The second American design principle of 
those days, part stylistic, part technical, is the 
so-called “Planned Obsolescence”, that is, the 
idea that products must be designed with the 
explicit purpose of having a shorter lifespan 
than would have been technically feasible. 
The underlying principle was that consumers 
would be forced to replace a product sooner 
than would have been the case with the 
technically feasible lifespan.
In  des ign ,  the  p r inc ip le  o f  ‘P lanned 
Obsolescence’  was t rans la ted in to  a 
phenomenon that had been borrowed from 
fashion: technically identical products were 
given a yearly make-over or metamorphosis, 
so that status-conscious consumers would be 
encouraged to buy the latest version or model 
谓艺术与技术平分秋色的“有计划废止”，
它是这样一种设计理念，即让设计产品的
实际使用寿命少于其技术上可行的使用寿
命。它的基本原理就是，消费者们不得不
更快地更新，实际上并没有报废的产品。
在设计中，“有计划废止”的原理是
用来指当时流行的一种现象：技术相同的
产品每年都会更新，这样就促使那些在意
身份地位的消费者们购买最新版或最新款
的产品，比如说一辆新车，尽管他们现有
的汽车不存有任何技术瑕疵。
结果，美国汽车的外表每年都会有惊
人的改变，但却没有任何值得一提的技术
上的改进。（图 16）
如果曾经有这样一个社会，马尔萨斯
灾难的威胁对其毫无威慑力，那么很显然，
12
12. 来 源：h t t p ://
w w w . g g d c . n e t /
madd i son，表 3：人均
国内生产总值水平，公
元元年-公元2008年。 
红色实线代表在马迪森
的年增长的 12 年移动
平均图。黑色虚线由手
绘的三个线性变化趋势
的 时 间 段 组 成：1950
年 -1973 年；1973
年 -1981 年；1981
年 -2005 年。
13. 诺曼 · 贝尔 · 基
迪斯。
14. 克莱斯勒 Ai r f l ow
（1934 年）是诺曼 · 贝
尔 · 基迪斯设计的第
一辆后来被批量生产的
流线型汽车。
15. 凯迪拉克 Eldo r ado 
Biarritz，1959 年的老爷
车。
注释：
[17] 我们已经在别的地
方说明，正是工艺美术
运动对设计理念产生的
巨大影响，才推迟了设
计和工业实践携手并进
（起码在欧洲是这样的），
而且这种影响一直持续
到 20世纪！见（荷）德
鲁克和凡·维尔森：“19
世纪与 20世纪末的反技
术先锋设计——艺术与
手工艺运动和荷兰后现
代主义（一）”，滕晓铂译，
《装饰》，2009.4。
13 14 15
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这个社会就是二战后头几十年的美国，它
受惠于现代科技，在有着自由市场的资本
主义制度中纵横捭阖。 
另一方面，“绿色设计”的存在就预
设了“非绿色设计”的存在。事后我们不
难发现，“美国梦”的实现是和整个世界
所经历的最不绿色的设计携手共进的。
是事后才发现的吗？是的，但甚至
在“美国梦”自身就要取得惊人而又极富
破坏力的胜利的早期，就有一些反对力量
消费型社会所带来的好处进行严厉批判。
（图 17、18、19）
尽管起初只有为数不多的少数派敢于
批评资本主义的消费型社会，但是这种批
判的声音已经在艺术王国的门外徘徊了。
比如说，早在 1957年，美国的研究型记
者万斯·帕卡德（图 20）就出版了著作
《隐形说客》，其中，他谴责了美国广告业
中的诱导策略。接着，在 1960年，他又
出版了《废物制造者》，其中讨论了当时“有
开始未雨绸缪，表达了他们对美国这种体
制的长期可持续性的担忧。这种反对力量
首先在艺术中崭露头角。20世纪现代主义
的特点就是，抽象艺术形式占统治地位，
但却突然受到要向具象艺术回归的一次冲
击，所以让我们回到艺术中来，它将会告
诉我们一个“故事”：即所谓的波普艺术
的兴起。
事实上，波普艺术讲述的故事不太招
人喜欢，因为它主要是对模仿美国建立起
of, for instance, a car, even though their 
current car was technically fully intact.   
As a consequence, the appearance of all 
American cars was dramatically changed on 
a yearly basis, without any technical changes 
worth mentioning. (figure 16)
One thing is obvious: if there ever was a 
society in which the threat of a Malthusian 
disaster seemed to be fully exorcised, it 
was the American in the first decades after 
World War II, due to the blessings of modern 
technology, operating within a capitalist 
system of free markets. 
On the other hand, if there is such a thing as 
‘green design’, by implication there should be 
an ‘ungreen design’. In hindsight it is easy to 
observe that the realization of the American 
Dream went hand in hand with the ungreenest 
design the World ever has seen. 
In hindsight? Yes, but even in the early 
phases of the almost devastating success 
of the American Dream itself, there were 
American advertising industry. He next 
published The Waste Makers in 1960, in 
which industrial pollution was discussed, the 
inevitable consequence of the principle of 
‘planned obsolescence’ of those days.
In  the 1950s,  Rachel  Carson (1907 - 
1964) (figure 21) researched the harmful 
consequences for the environment of the 
worldwide usage of 'miracle dust' DDT. In 
1948 the discoverer of DDT, Swiss Paul 
Müller, had been given the Nobel prize in 
physics because of the spectacular successes 
of this pesticide in agriculture. Carson 
concluded that DDT had spread so widely 
that harmful concentrations of it were found 
in milk glands of all mammals on earth. She 
published her findings in Silent Spring (1962) 
and her book was an immediate and global 
best-seller, making Carson, professor of 
Biology at Columbia University and not exactly 
a textbook example of political radicalism, one 
of the first advocates of ecological awareness. 
counterforces expressing doubts with 
respect to the long term sustainability of 
the American system. The first signals of 
such a counterforce were seen in art. The 
dominance of abstract art forms that had been 
characteristic of 20th century modernism 
experienced a sudden breach by the return to 
figurative art and thus a return to art telling a 
'story': the rise of so-called pop-art.
And the story told by pop-art was mostly a not 
very flattering, indeed a caustic commentary 
of the would-be blessings of the consumer 
society modelled after the American example 
(figure 17, 18, 19)
Voices critical of the capitalist consumer 
society were heard outside the realm of art, 
although at first only a very small minority 
dared utter criticism. For instance, as early 
as 1957 American research journalist Vance 
Packard (figure 20) published The Hidden 
Persuaders in which he denounced the 
misleading temptational strategies of the 
16
16. 雪 佛 莱 · 贝 莉，
1957 年 -1961 年 的 老
爷车系列。
17. 理查德 · 汉密尔
顿（1922 年），到底是
什么让今天的家庭变得
如此不同且如此诱人？
（1956 年）。
201918
17
22 23
18. 杜安 · 汉森（1925
年 -1996 年），“购物女
郎”（1969 年 /1970 年）。
19. 爱德华 · 金霍兹
（1927 年 -1994 年），“在
Dodge 38 的后座上”
（1964 年）。
20. 万斯·帕卡德。
21. 蕾切尔·卡逊。
22. 拉尔夫·内德。
23. 具有讽刺意味的
是，内德集中力量对雪
佛莱 Corvair（1960 年）
这辆由美国开发的第一
辆小型汽车进行了抨
击。
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计划废止”原理的必然后果——工业污染。
“奇妙的杀虫剂”DDT在农业除虫中
取得了巨大成功，它的发明者瑞士的保
罗·穆勒因此而在 1948年获得了诺贝尔
生理 /医学奖。而在 20世纪 50年代，蕾
切尔·卡逊（1907年 -1964年）（图 21）
却研究了全球广泛使用的 DDT给环境带
来的恶果。卡逊得出了一个结论，DDT波
及的范围过广，致使它在地球上所有哺乳
动物的乳腺中都达到了有害浓度。卡逊是
哥伦比亚大学的生物学教授，从严格的意
义上讲，她并不完全是政治激进主义者。
1962年，卡逊在其著作《寂静的春天》中
发表了她的新发现，于是，这本书以迅雷
不及掩耳之势风靡全球，这使得卡逊成为
了最早具有生态意识的倡导者中的一员。
在《寂静的春天》出版三年后，拉尔
夫·内德（1934年）（图 22）的一本书《任
何速度都不安全：美国汽车设计中的安全
隐患》（1965年）震惊了叱咤风云的美国
汽车工业，他在书中声明，美国的汽车制
造商们有意地以牺牲产品的安全性为代
价，以换取更高的广告经费。（图 23）通
用汽车公司对内德进行了一系列旷日持久
的法律威胁，尽管结果以失败而告终。后
来，内德成为美国第一个消费者协会的创
办人。
20世纪五六十年代，高度消费时代前
进的步伐似乎势不可挡，但它毫无预兆地
戛然而止了，甚至比持有最强烈怀疑态度
的人们推测的还要早。其中一个重要的原
因，就是 20世纪 70年代油价突如其来，
Three years after the publication of Silent 
Spring the omnipotent American automobile 
industry was shocked to the core by Ralph 
Nader's (1934) (figure 22) book Unsafe at 
Any Speed: The Designed-In Dangers of 
the American Automobile (1965) in which he 
proclaimed that American car manufacturers 
knowingly sacrificed the safety of their 
products in favor of a larger advertising 
budget. (figure 23)General Motors started 
a drawn-out, be it unsuccessfull, series of 
legal menaces against Nader. Nader went 
on to become the founding father of the first 
American consumers' organisation.
The advance of the Age of High Mass 
Consumption that had seemed unstoppable 
in the 1950s and 1960s ended unexpectedly 
and earlier than even the greatest sceptics 
had presumed. One important cause was a 
sudden and unprecedentedly steep increase 
of the world oil price in the 1970s. (figure 
24) This increase was a consequence of the 
decision of the Organization of Petroleum 
Exporting Countries (OPEC, founded in 1960) 
to tie the supply of oil in with international 
political goals (in this case: no supply, or 
limited supply, to countries supporting Israel). 
The economic consequences of this measure 
were felt in the entire Western world, but 
were dramatic for the United States. The oil 
consumption in the US had grown explosively 
due to the enormous success of the Age 
of High Mass Consumption in the decades 
始料未及地急剧上涨。（图 24）石油输出
国组织（欧佩克，成立于 1960年）为使
石油供应配合国际政治目标所做出的决
定，导致了油价的剧升（在这种情况下，
对支持以色列的国家们不供应或限量供应
石油）。
整个西方世界都受到了这项经济举措
的影响，但对美国的影响尤为惊人。在欧
佩克做出这个决定的前几十年中，高度消
费时代在美国大获全胜，所以石油消费也
就一路飙升。1950年，美国的石油进口量
几乎为零，但是后来，它每年总共要从国
外进口石油 30多亿桶。（图 25）
祸不单行，除了石油危机，美国还推
行了一系列惊人昂贵的政府计划，如美国
国家航空航天局的太空计划、国际军备竞
24. 来源：美国能源信
息管理局，独立数据与
分析，ht tp://www.
e i a.doe.gov/emeu/
cabs/AOMC/Overview.
html
25. 来源：Grand Father
经 济 报 道，ht tp://
mwhodges.home.alt.
net/
2524
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赛、失败的越南战争和林登·约翰逊总统
的社会复兴计划——“伟大社会”等，它
们共同导致了美国的第一次战后经济危
机。20世纪 70年代，美国长期平均的年
人均产量的增长迅速跌至年仅 2%，这个
数字到现在都还没有恢复，除了一些短暂
的经济复苏时期。
1973年，美元被迫贬值约 30%（图
26），这预示着地缘政治和全球经济关系
入人心，所以，当它宣布告终之际和美国
陷入严重的经济危机之时，整个西方世界
对于现代大规模科学技术的态度，都发生
了翻天覆地的变化。20世纪五六十年代，
几乎所有的人都相信，科技将最终帮我们
缔造人间的天堂，但是在 20世纪 70年代，
这种乐观的态度却被怀疑的精神取而代
之。20世纪 60年代中期以后，科技灾难
日益增多，给世界以重创，而这种奇怪的
的一个深刻转变：即美国结束了它在经济
和政治领域的绝对世界霸权。
六、20 世纪七八十年代：马尔萨斯理论
的复兴以及激进的绿色设计
托马斯·罗伯特·马尔萨斯于 1834
年去世。然而，几乎在他去世后的 150年，
也就是 20世纪下半叶的后半期，他似乎
又死而复生了。高度消费时代似乎已经深
preceding the OPEC decision, and American 
oil import, virtually nil in 1950, had reached a 
total number of over 3 billion barrels a year. 
(figure 25)
Together with a number of outrageously 
expensive governmental programmes such as 
the NASA space programme, the international 
arms race, the failure of the American war 
in Vietnam and president Lyndon Johnson's 
failed social recovery programme “Great 
Society”, the oil crisis caused the first 
American post-war economic crisis. The 
average long term increase of production per 
capita per year dropped rapidly to barely 2% 
per year in the 1970s, a figure that has not 
recovered since then, barring some short-lived 
periods of revival.
The forced devaluation of the American 
dollar in 1973 by approximately 30 % (figure 
26) heralded a profound transformation of 
geopolitical and global economic relationships: 
the end of the American absolute world 
technological disasters that had struck the 
world after the mid-1960s. Obviously, past 
eras had witnessed disasters as a result of 
uncontrollable technology, but ever since the 
mid-1960s it seemed as if there were more 
and, at the same time, graver consequences 
of high technology’s impact – they seemed 
to be growing exponentially. This impression 
was indeed justified by developments in 
mass media, allowing faster and better 
dissemination of news. However, this media 
development does not detract from the effect 
we may observe here.      
Even a limited selection of historical facts is 
illustrative: (figure 27)
1965 – A bomb attack destroys one of the 
most extensively secured buildings in the 
world, the American embassy in Saigon. The 
bombers turn out to be Viet Cong members, 
disguised as cleaners.
1966 – An American B52 fighter carrying four 
Mk28 hydrogen bombs crashes in sea, not far 
hegemony in the fields of economy and 
politics.
6. 1970s & 1980s: The Resurrection of 
Malthus and Radical Green Design 
Thomas Robert Malthus had died in 1834. In 
the last quarter of the 20th century, however, 
he seemed to be more alive then during the 
almost 150 years that followed his death. 
The Age of High Mass Consumption had 
seemed to have taken root for good, so when 
it ended and the United States of America 
fell prey to a serious economic crisis, the 
entire Western world experienced a dramatic 
change of attitude towards modern, large-
scale technology. In the 1950s and 1960s 
almost everybody had been convinced 
that technology would eventual ly help 
create heaven on earth, but in the 1970s 
this optimism changed to scepticism and 
suspicion. This revolution of ideas was 
reinforced by a bizarre accumulation of 
26
26. 来 源：h t t p ://
commons.wikimedia.
o r g / w i k i / F i l e :
CAD_USD_Exchange_ 
Rates.png
27. 媒体上反映的一些
历史事实。
27
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增长坚定了人们进行思想变革的决心。很
显然，过去的时代遭受了难以驾驭的科技
所带来的灾难，但是，20世纪 60年代中
期以后，高科技所带来的恶果似乎越来越
多，同时，也越来越严重——似乎呈指数
型增长。由于大众传媒鼓励更快更好地传
播新闻，它所反映的一些进程事实上可以
验证人们的这种印象。不管怎样，媒体的
发展，让事物的作用不会因我们的观察地
点而减损。
即使有限地选择一些历史事实也能说
明问题：（图 27）
1965年——西贡的美国大使馆是世界
上防护得最全面的建筑之一，而一枚炸弹
的袭击就将其毁于一旦。原来，安放炸弹
者是伪装成清洁工的越共成员。
1966年——一架携带了 4颗 Mk28氢
弹的美国 B52战斗机，坠毁在离西班牙帕
洛马雷斯渔村不远的海中。其中，落至地
面的三枚炸弹使得 5亩土地遭受到放射性
的钚污染。还有一枚坠入河床，两个半月
以后才被人们发现。
1967年——超级油轮“托利卡尼翁”
号在康沃尔海岸搁浅以后，英国和法国的
海域都遭到了严重的石油污染。最后，英
国政府不得不孤注一掷，决定将失事船只
炸毁。
1967年——由于室内存在大量的易燃
物，比利时布鲁塞尔的创新百货公司发生
了一场火灾。在电台新闻广播的宣传下，
人们挤得水泄不通，耽误了消防队到达火
灾现场，最后，百货公司化为灰烬。实际
from the Spanish fishing village of Palomares. 
Three bombs fall on land, polluting five acres 
with radioactive plutonium. The fourth one is 
found 2½ months later on the sea bed.
1967 - Supertanker Torrey Cayon strands on 
the Cornwall coast. British and French coasts 
suffer serious oil pollution. As a last and 
desperate measure the British government 
decides to bomb the shipwreck.
1967 – During a fire in department store 
‘À l ’ Innovat ion’  in Brussels (Belgium) 
the interior turns out to consist mostly of 
highly inflammable materials. The crowds 
attracted by radio news broadcasts prevent 
the firebrigade from reaching the location 
and the store burns down completely. The 
actual number of deaths was 323, but 
later calculations show that the number of 
casualties would have been many times larger 
if the fire had happened on any other moment 
of the week than the relatively slow Monday 
afternoon.
1976 – An explosion in a chemical plant – a 
subsidiary of Hoffman-La Roche – near the 
Italian town of Seveso leads to serious dioxin-
poisoning of a large number of inhabitants. 
The area is so heavily polluted that a large-
scale evacuation was necessary. Years later, 
French landfills still turn up illegally dumped 
barrels of chemical waste from the cleaning 
operation after the disaster.
1984 - In the Indian city of Bhopal a pesticide 
plant owned by American company Union 
Carbide explodes, killing approximately 
8000 people at the time. The number of 
deaths resulting from long term poisoning is 
estimated to be another 8000. Legal liability 
procedures have been ongoing since then, 
but so far no sentence has been passed. 
1986 – A safety procedure in a Russian 
nuclear plant in Chernobyl (Ukraine) leads to 
the explosion of its Unit 4. Approximately 50 
people are killed on the spot. Fall-out after 
the accident is found as far as Western and 
Northern Europe and Canada. The World 
Health Organization estimates the number 
of deaths due to long term exposure to 
excessive radiation to be around 4000. Official 
Soviet sources reported the deportation of 
336,000 people and even today there is no 
access to the area.
Seen against this backdrop it is not surprising 
that part of the Western world became 
disenchanted with modern technology, as is 
死亡人数为 323，但后来的计算表明，如
果火灾不是发生在出行率相对较低的周一
下午，而是在一周的其他任何时间，那么，
伤亡人数将翻几番。
1976年——在意大利的塞维索小镇附
近，有一个化工厂，它是罗氏公司的子公
司，那里发生的一次爆炸导致当地大量居
民严重的二恶英中毒。由于污染严重，这
个地区不得不进行大规模的人口疏散。在
多年以后的灾后清理行动中，人们仍然在
法国的一些填埋厂发现了那些被非法丢弃
的化学废料桶。
1984年——在印度的博帕尔市，一个
属于美国联合碳化物公司的农药厂发生爆
炸，当场就有约 8000人身亡，另外，预
计由于慢性中毒所造成的死亡人数也达到
28、29．20 世 纪 80 年
代的示威标语。
30、31. 绿色无政府主
义运动组织。
32.《全球目录》出版
于 1968 年 至 1972 年
间，此后一直陆续出
版到 1998 年，它罗列
了几乎所有的待售商
品，这些商品都关于一
种自我可持续的“嬉
皮士”生活方式。苹
果公司的创始人斯蒂
夫 · 乔布斯把《全球
目录》描述成万维网的
概念先导产品，并声称，
它“……有些类似于谷
歌的简易版，在谷歌
出现的 35 年前就已问
世……”（Jobs, Steve, 
“You’ve got to find 
wh a t y o u l o v e…”, 
Commencement Adress 
by Steve Jobs, CEO of 
Apple Computer and of 
Pixar Animation Studios, 
delivered on June 12, 
2005 f o r S t a n f o r d 
Unive rs i ty, Stan fo rd 
R e p o r t , J u n e 14, 
2005 (http://news-
service.stanford.edu/
n ew s /2005/ j u n e15/
jobs-061505.html)）。
28 29 30 31 32
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了 8000。从那以后，法律责任追究程序就
一直在进行，但是至今为止也没有对此作
出任何判决。
1986年——在苏联的切尔诺贝利核电
站（乌克兰），有一项安全程序出了问题，
导致其 4号机组发生爆炸。约有 50人当
场死亡。事故发生后，就连遥远的西欧、
北欧和加拿大都发现了核爆炸后的放射性
坠尘。世界卫生组织预计，长时间接触过
量辐射所造成的死亡人数约有 4000。据
苏联官方报道，当时有 336000人被撤离。
即便是今天，这片区域也禁止入内。
在这样的背景下，西方世界有一些人
不再对现代科技抱有幻想，也就不足为奇
了。比如说，在 20世纪 80年代大规模的
示威游行中，他们不仅反对上代人所普遍
烙印的社会主义最激进的派别倡导，要像
工艺美术运动所追求的那样，重返假想中
那曾经的世外桃源——在那里，以小规模、
自给的公社形式组织的生产和消费，具有
明显的无政府状态与自给自足相伴而生的
特点。（图 32、33）
然而，高校（大学和学院）所实行的
工业设计教育却几乎没有受到激进的绿色
运动的影响。受到巴黎学生起义（1968年
5月）启发的设计专业学生们，并没有将
激进的思想成功地引入设计课程之中。目
前，官方的立场依旧：设计服务于工业，
如果就连绿色设计本身都没有生存空间，
又何来具有激进政治本质的绿色设计的立
足之地呢？
但是，这个规则却有一个例外，而
公认的全球能源危机的最终解决方案：核
能源，而且还反对在欧洲部署美国的核导
弹。（图 28、29）
那么，这种失望所带来的影响，也就
自然而然地波及设计界的人们。然而，令
人吃惊的是，20世纪后期激进的绿色设计
运动与其 19世纪的先驱——工艺美术运
动，无论是在政治观点上，还是在所提解
决方案的种类上，二者表达情感的方式都
大相径庭。
像工艺美术运动组织一样，绿色和平
组织和远不如其成功的绿色无政府主义运
动组织（图 30、31）虽然都是由中产阶级
中的知识分子们创建的，但是，他们反对
当权派，反对资本主义，反对大规模技术，
而且还反对分工和专业化。深深打上政治
seen for instance in the mass demonstrations 
of the 1980s against that which the preceding 
generation had generally considered to be the 
ultimate solution of global energy problems: 
nuclear energy – and against the installation 
of American nuclear missiles in Europe. (figure 
28,29) 
And it is not surprising that the influence of 
this disenchantment was felt among others in 
the design world. What is surprising, however, 
is the way this feeling was expressed: both in 
political viewpoints and in range of suggested 
al ternat ives, the radical  green design 
movement of the last decades of the 20th 
century had a striking similarity with Arts and 
Crafts, its 19th century forerunner.
Organizations like Greenpeace and the 
- far less successful -  Green Anarchy 
movement (figure 30, 31) were, like Arts & 
viewpoint did not allow space for green design 
per se, let alone green design of a radical 
political nature. 
There was, however, one important exception 
to this rule. Designer and university professor 
Victor Papanek (1927 - 1998) (figure 34) 
turned out to be an important spokesperson 
of the radical movement. In his 1971 book 
Design for the Real World: Human Ecology 
and Social Change (1971) (figure 35), he 
states that 
Industrial design is a “criminal activity”, unless 
… the designer sticks to the sole brief of 
improving the living conditions of population 
groups belonging to what Papanek calls “the 
Real World”, i.e. chronically ill, handicapped 
and poor people, both in the developed and 
underdeveloped countries. (figure 36, 37). 
Because of these viewpoints, Papanek, who 
Crafts, although founded by middle class 
intellectuals, anti-establishment, anti-capitalist, 
anti-large scale technology, and anti-labor 
division and specialization. Politically rooted 
in the most radical branch of socialism, they 
advocated, like Arts & Crafts, a return to some 
imagined arcadian past, where production and 
consumption were organized in small scale, 
self supporting communes with a distinct 
anarchist-autarkic twist. (figure 32,33)   
Industrial design education, as practised 
in universities and colleges. was however, 
hard ly  a f fec ted  by  the  rad ica l  g reen 
movement. Design students, inspired by the 
student revolts in Paris (May 1968) made 
unsuccessful attempts to introduce the radical 
ideas into the design curricula. For the time 
being, the official position was and remained: 
Design is a handmaiden of industry and that 
33.“ 小 地 球 ”（De 
Kleine Aarde）创建于
1972 年，是荷兰第一个
自给自足的公社，以激
进的绿色设计运动的原
则为基础，至今尚存。
34.维克多·帕帕纳克。
35.《为真实的世界而
设计：人类生态学和社
会变化》。
36. 靠电池发电的成人
三轮车（Victor Papanek, 
Des i gn f o r t h e Rea l 
World: Human Ecology 
and Soc i a l Change, 
Pantheon Books: New 
York，p178）。
37. 用 报 废 的 车 号 牌
照做成的炉子（Victor 
Papanek, Des ign fo r 
the Real World: Human 
E c o l o g y a n d So c i a l 
Change, Pantheon Books: 
New York，p 48）。
38. 维克多·帕帕纳克
的主张。
33 34 35 36
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且很重要。原来，设计师兼大学教授维克
多·帕帕纳克（1927年 -1998年）（图
34）是激进运动的一位重要代言人。他在
专著《为真实的世界而设计：人类生态学
和社会变化》（1971年）（图 35）中指出：
工业设计是一种“犯罪活动”，除非设计
师坚守唯一的信条，即改善他笔下“真实
的世界”（在这个真实的世界中，无论在
发达国家还是在发展中国家，都有慢性病
患者，伤残人士和贫民）中人类的生活条
件。（图 36、37）
由于这些观点，帕帕纳克又将其革命
主张和版面设计（从激进的绿色运动倡导
的 DIY设计中直接借鉴而来）融合在一起
（图 38），但当时的他并没有成名。在表明
自己的立场以后，他就被美国专业设计师
协会 IDSA（美国工业设计协会）除名了，
据我们所知，帕帕纳克是唯一获此“殊荣”
的美国工业设计协会成员。
如上所述，激进设计运动和工艺美术
运动在很多方面都有异曲同工之处。然而，
它们之间却有一个根本的区别：20世纪工
艺美术运动的思想默默无闻，被人们遗忘
在历史的角落，而这次在资本主义取得巨
大经济成就之时，激进设计运动的思想却
没有退居幕后。恰恰相反的是，20世纪后
期，大量的社会与科学的发展表明，在西
方世界，起初小规模带有激进色彩的少数
派们的思想逐渐变得家喻户晓了。[18]
曾在 1970年被美国工业设计协会除
名的维克多·帕帕纳克于 1998年去世，
他的讣告长达 6页，刊登在《创新》杂志
paired his revolutionary argumentation with a 
typography that was directly borrowed from 
the Do It Yourself Design advocated by the 
radical green movement (figure 38) was not 
very popular with the establishment of those 
days. Subsequent to his statements he was 
expelled from the American professional 
association of designers IDSA (Industrial 
Design Society of America) and thus is, to our 
knowledge, the only IDSA member ever to be 
awarded this dubious distinction.   
As stated above, in many respects the 
Radical Design Movement was very similar 
to Arts & Crafts. However, there was one 
essent ial  d i fference: this t ime around 
capitalism´s overwhelming economic success 
did not cause the ideas of the radical design 
movement to move to the background as 
had happened to those of Arts & Crafts in 
the course of the 20th century. Quite the 
contrary, a number of societal and scientifc 
developments in the last decades of the 20th 
century made sure that the ideas of an initially 
small and radically-tinted minority gradually 
became commonplace in the Western 
world.[18]
Victor Papanek, who in the 1970 had been 
banned from the IDSA, was given a six-
page obituary upon his death in 1998. This 
panegyric was published in INNOVATION, 
the official journal of this same American 
professional designers´ association.[19] It is 
difficult to find a better illustration of the fact 
that Green Design went mainstream in the 
last decades of the 20th century. At the turn of 
the millennium, all design had become more 
or less green.
上，《创新》是同一个美国专业设计师协
会的官方杂志。[19]在 20世纪后期，绿色
设计是大势所趋，这已成为一个不争的事
实。在千年之交的转折点，几乎所有的设
计都已转向绿色。（待续）
J.W. Drukker, Arthur O. Eger 
& Marjolein van Velzen 
University of Twente, The Netherlands
J．W．德鲁克、阿瑟·奥·埃格尔、 
马乔林·凡·维尔森 
荷兰特温特大学
[18] 这一点可以从如下
方面看出，自 1971 年起，
在帕帕纳克的著作《为
真实的世界而设计》中，
绿色设计就成为“为伤
残病患者而设计”、“为
第三世界而设计”中的
议题之一。在 1995 年帕
帕纳克的最后一部著作
《绿字当头》中，绿色设
计成为它唯一的中心主
题。See Victor Papanek, 
The Green Imperative: 
Natural Design for the 
Real World, Thames and 
Hudson: New York,1995.
[19] Wendy E Brawer, 
J.W. Drukker et. al., “I 
Remember Victor: Victor 
Papanek, idsa 1926 - 
1998”, INNOVATION, 
The Quarterly Journal of 
the Industrial Designers 
Soc i e t y o f Ame r i c a 
(Spring 1998), pp. 57 
- 63.
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